campaign regarded as the heaviest weights in German literature and philosophy; the Grimm brothers were of course among them. 23-29, <http://www.ard.de/home/intern/gremien/aus-der-gvkarbeit/Fachartikel_und_Interviews/66906/index.html> [accessed 8 January 2015] . 6 There was a Presseheft with each season. These can be requested from RBB Fernsehen <http://www.rbb-online.de/kontakt/index.html> [accessed 12 March 2015] .
were promoted by the ARD programming director as 'klassische Erzählungen, wie sie seit Jahrhunderten weitergegeben werden' and which the ARD adapted with the intention 'ein Kulturgut lebendig zu erhalten -dabei aber heutige Wertvorstellungen zu transportieren und alle modernen filmischen Mittel zu nutzen'. 7 The overall aim of attracting children, the youngest target audience, and developing them into loyal longterm viewers generated ideas of childhood and Germanness that proved extremely appealing. Thus the battle for ratings produced a marketable image of the German
Heimat that was accepted by post-unification audiences because it offered, I want to argue, an extremely positive and conciliatory image of the nation.
This article discusses which values these latest fairy tale adaptations so successfully present as relevant for post-unification Germany and which concept of childhood they reflect and help to shape. 8 My overall hypothesis is that the ARD adaptations are formed by the desire for a national community based on social harmony and moral consensus. The child or adolescent is at the centre of this community and thus in the traditional role of the representative and facilitator of the 7 Volker Herres, Vorwort, in Sechs auf einen Streich, ARD Presseheft 2008, p. 3 . That the communication of moral concepts was core to the season can be seen from the
Presseheft: This marketing material contains the category 'Und die Moral von der
Geschichte ist' for each film giving one of the people involved in the respective productions the opportunity to summarise the tale's lesson. While the heading might indicate irony, the morals offered are far from ironic and reiterate homespun truths. community's future. 9 The focus on the young as the core of the nation uses them to negotiate common values and purposes with regard to the political order, the economic system and social driving forces.
Reaching out to the Nation: Producing and Broadcasting the Grimms
In 2005, three years before the ARD, the Zweites Deutsches Fernsehen (ZDF) had started an adaptation project which has so far resulted in one or two full-length fairy tale films of moderate success each Christmas. 10 These films are close to the format of the internationally co-produced fairy tale adaptations from the 1980s and early 1990s commissioned and at times co-produced by the ZDF, 11 which were individual, i.e.
9 At first glance, the films present childhood differently from adolescence. While adolescence is translated throughout into coming-of-age stories in which social and emotional maturation are reached, childhood is depicted as a phase in which the minor needs the social stability and emotional security of the family or village. At second glance, however, the films do not differentiate significantly between childhood and adolescence in that both, the increasing maturity of the adolescent as well as the dependence of the child, confirm the same values and ideals.
10 These were retrospectively branded Märchenperlen. Representativeness is a key element also with regard to the films' locations.
All of the films -even though some of them include studio-shot and/or computergenerated fantasy sites -were filmed on location and rely on Germany's historical landscapes. Each film merges various locations which, however, come from the same region and period and thus convey the impression of historical consistency as well as family related topics, 24 and the adaptations' focus on the community is a case in point.
The concern for the community discussed through the children/adolescents allows all the films to broach issues of intergenerational interest such as relations between parents, children, grandparents, peers, poor and rich, ruler and ruled. As almost all the films follow the community approach and explore the conditions of communal cohesion, they contribute to a discussion of the 'community of values' on a national level and help a 'national identity to be constructed in the Berlin Republic that will be acceptable to citizens'.
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Adapting a Communal Concept
The first film of the first season, Tischlein deck dich, is an exemplary illustration of the community-based take. The Grimms' version tells the story of three sons who fall out with their father due to a mischievous goat; the three sons have to leave home and learn a trade while their father sees his mistake and chases the goat away; as the three sons are on their way back home again with fantastic presents from their respective masters, an innkeeper tries to steal these but is forced to return them when the third son sets his present in action, the 'cudgel in the sack'; the tale ends with the reconciliation of father and sons. showing off with his courage and reason while at the same time suffering from his mature understanding (of the parents' intentions) and the self-imposed task of protecting his sister. He is carrying a burden beyond his age. Gretel complements her brother in that she has not yet lost her 'innocence', i.e. she is naïve, spontaneous and acts intuitively. Unlike Hänsel whose maturity and reason make him lonely, Gretel is still housed in the 'animated' world of childhood as symbolised by her doll and her special relation to a magical chair in the witch's house.
The relationship between brother and sister is credible and offers a convincing point of identification for child audiences who get the opportunity to see how children 'like themselves' overcome a most dreadful threat by relying on each other. While this strengthens the position of the child, the father who admits and regrets his mistake in word and deed further supports the empowerment of the young. Indeed, the children appear as figures of authority while the father goes on an actual and symbolic journey through the woods in order to acknowledge his failure and redeem his guilt.
The woodcutter's learning process is comprehensive and concerns not only his role as father but also his trade. His failure to protect his children is followed by his failure to find his way in the woods so that he has to rely on the help of a wise woman to 'get back on track'. This includes the fact that the wise woman introduces him, a man living off the woods, to treasures such as fruit and herbs and their healing functions.
Another lesson in the father's re-education is the wise woman's own tale: she and her twin sister were also abandoned children, which caused her sister, consumed by hate, to become evil (the witch), while the wise woman herself accepted the situation and learned to use it for good ends. This story is an attempt to give the witch a sociopsychological explanation. However, the story is even more important for the cultural references which the twin sisters embody and contribute to the debate about communal values.
Witch and wise woman (both played by Anja Kling) are presented as cultural, moral and visual opposites. The witch personifies hate and revenge, the wise woman kindness and benevolence; the witch lives in a dark, factory-like house (which includes a laboratory) with a brightly coloured façade made out of sweets, the wise woman lives in a naturally grown tree-house; the witch needs the forest to seduce abandoned children into her kitchen and eats them (or turns them into tree stumps), the wise woman lives off the forest, collecting its plants and fruit and turning them into nourishment and remedies; the witch wears extravagant dress and makeup in bright colours, standing out from the muted colour palette of the surroundings, the wise woman's dress is colourful but relies on natural colours. 'Good' is a woman associated with nature, healing, truth, sustainability; 'Evil' is a woman associated with the artificial, falsehood, murder, and perverted consumerism.
In this context, the witch's link to an industrial setting is not accidental but indeed a reference to a politically unregulated capitalist economy, which is manifest also in the figure of a merchant who exchanges the woodcutter's wood for food. The replacement of socio-political problems with morality reflects on the figure of the child which is idealised as emotional and moral authority within the family and wider community, but at the same time is obliterated as socio-economic reality. A similar process of obliteration is at work in Rotkäppchen.
Rotkäppchen: The Family is the Smallest Cell of the State
One feature that can be deduced even in passing from the above discussions becomes more visible in Rotkäppchen, namely that communal cohesion is also always based on heteronormativity.
Rotkäppchen opens with a juxtaposition of the sleeping inhabitants of a peaceful village embedded in a beautiful landscape and, in a series of point-of-view shots, a wolf drawing nearer the village and breaking into a chicken house. This threat from outside is complemented by a conflict within the village community at the hands of which Rotkäppchen and her mother suffer frequent taunting due to the mother's status as single and unmarried and Rotkäppchen's as illegitimate. The grandmother with her house in the woods highlights this all-female family as positioned at the margins, a place which turns out to be ambivalent, namely isolated as well as productive. As the family is not an integral part of the community, it suffers from seclusion but also has room for an unconventional and experimental life. The Her village's extreme poverty forces Mina in Die Sterntaler on her way to the king. She wants to persuade him to free her parents and all the other weavers in her village whom the king is keeping imprisoned until they have worked off their alleged tax debts. On her journey, Mina witnesses the misery of individuals, families and communities whom she is able to help due to her extraordinary courage, honesty, and unselfishness. The Grimms' tale of unshakeable trust in God is turned into a tale of unshakeable trust in humanity represented by an angel-like girl. The innocence of the child functions as a great healing force until she faces the king, the representative of the order which causes most of the suffering and destruction described in the film.
However, the resolution Mina achieves -due to the miracle of the Sterntaler she can buy her village community out -remains unsatisfactory in the context of the film as it does not answer the magnitude of the social and economic problems outlined above.
It therefore needs a political supplement, which is provided by the figure of the queen.
Unlike the king, the queen responds to Mina and her tale, which distinguishes her as a ruler sensitive to the needs of the people. Furthermore, the queen's response is not just emotional but political as she immediately understands the implications of common poverty for the state. The king's tax policy aims at proportionally increasing the debts for the weavers whereas the queen pursues sustainability:
Und wenn ihr sie frei lasst, dann könnten sie in ihrem Dorf eine neue
